The present study represents an attempt to read the patrimonial landscape composed by the sacred-profane festivities of the New Orleans Carnival, known as Mardi Gras. It uses a methodology of comparative observation and qualitative analytical procedures to link the theatricality of the city to the performance of Afro-descended groups (the "Indians"), the aesthetics of their self-presentation and their engagement in cultural resistance. To do so, the study projects inequalities and cultural shocks with reference to the play A Streetcar Named Desire, by Tennessee Williams. The main purpose is to elaborate a concept of a theater space where it is possible to develop modes of interpretation of the Latin American culture, that is, a "translatinity" a political and social overflow of African and Amerindian values, especially from the second half of the 20th century, in the culturally polarized cities of the American continent.
Introduction
This paper emerges from two touristic experiences in the City of Mardi Gras (New Orleans) and its French-Caribbean cultural context, among other ethnic nuances combined. Different from the urban dinamic that has led to the remaking of the "Momo Festival" in Rio de Janeiro and São Paulo [1] , we approach a question of borders between two worlds here, a conservation of the latent design determined by the comings and goings of French colonization-with all its challenges of resistance and abandonment-at the mouth of the Mississippi River, The paper will attempt to advance a performative perspective, rooted in a game of fantastic allegories and surreal dramas. To do so, it was chosen the provocative text of Tennessee Williams (1911 Williams ( -1983 , an American playwright who made the city his "spiritual home", A Streetcar Named Desire (1947) [2] , his best known theatrical (and later cinematographic) work, closely corresponding to the game of cultural and intrafamily tensions led by the key protagonist, who arrives by streetcar and sets up a "carnival" of intrigues. Williams chooses New Orleans as a privileged stage-a place of encounters and disagreements of conflicting worlds and expectations-not just for the scenes of his creation, but mainly for his personal, familiar, psychological and existential dramas. We are not talking about an author who focused on the creative dynamics of Carnival rituals, but of the one who built the representation of a raw material that is highly processable by the Momo festival.
The revelry metaphor here does not mark an advance into sociocultural modernity; it is the permanent confrontation of people, groups, and perspectives, capable of forging in a stage a carnival float depicting their main challenge: exposing the incurable wounds of disconnected worlds, except for the breaking (as permanent as possible) of the celebration of the party, a thousand and one ways of doing "jazz" and combining it with other sounds generated in the American continent.
What can be called as mobile allegory of Mardi Gras was experienced in January 2017 and March 2018 with two glamorous moments. First is an opening in the Shakespearean production of the Trial of Joan of Arc, in the heart of the French Quarter. It was the official opening of Mardi Gras on the Feast of Kings, January 6. Next is a revision of it in the following year, 2018, in the spectacular Super Sunday, which coincides with St. Joseph's Day, in the parade of one of the oldest African-American groups of Mardi Gras revelers in the city: the so-called Mardi Gras Indians.
Therefore, in New Orleans, we have not only Shrove Tuesday as a day for the "goodbye at meat" that is Carnival, but also have sprees in a season spreading for 3 or 4 months of the year to exercise the right of revelry to its fullest [3] . New Orleans, with its glamor and its crises (environmental and social), replays what we already know well about the problematic context of other Latin Carnival centers, like Rio de Janeiro, Barranquilla, or Veracruz: Carnival was and still is artifice of the Roman Catholic heritage to contain, in a single day, the festive theater of the whole year. The result of this clash is the return of the feast to its pre-Catholic condition. That is, a carnival cycle from the Christmas period (December) to Easter (March/April). The "goodbye to meat" that baptizes it is being increasingly reconfigured in the Carnival floats (carrus navalis), masks and poetics that reinvent it [4] .
Having understood the initial provocation-which in principle claims the Carnival to be a season, a stop, a complete cycle, we must dedicate ourselves to the means by which it becomes relevant, especially in the composition of Composite spheres are metaphors of the thematic-referential field around which the geographic amplitude of the Carnival is intended to rotate (move with a recurring rhythm), as a pattern of celebration, constituting at the same time a cultural heritage (the first sphere) and a poetic existentialism (the second sphere).
These are the spheres that turn in search of complementarity in symbolic acceleration towards a third sphere: the mythical time of post-modernity, something as medieval as futuristic [5] . We can schematically draw the three spheres in order to delineate the systematic construction of this text itself. After all, the authors and studies with which we intend to debate the Carnival theater of New
Orleans are expected to produce a sequence of perceptions, descriptive observations, and collaborative interpretations.
In the first, general perceptions, it is essential to face the no-Manichean struggle of multiple stages, ethnoracially segregated before the creation of reigns in their likeness. The Mardi Gras of "Krewes" (Carnival associations like kingdoms or nations), like Zulu, Indian, Bacchus, Endymion, and Rex (the model for the others, see website http://www.mardigrasneworleans.com/history.html), constitute their own parades in a competition that is not limited to the regulated game to win the Carnival, but also to sustain the "royal" representativeness, the ritualistic empowerment of their nation. Therefore, the perceptions of the cultural heritage of this theater tend to consider a sum of events that, guided by the Shrove Tuesday event, spread different opportunities, although most are able to connect with other power games in the Afro/Latin American world [6] .
In the next phase, the selective observations, a point of view of interactive many events in Latin America [7] , whether in or out of Carnival season.
In the third phase, mythical time becomes an interpretative condition for the creation of a collaboration in Carnival landscape design, perhaps as a issue of a semiotic game, that proposes the suspension of the ordinary roles that limit us to the everyday of chance. Carnival is a space of maturity and protagonism, a theater of different peoples and cultures [8] . That landscape that we do not choose or has been hailed as the realm of the imagination by John Wright [9] . One has to turn to the myths of the temporal trinity to compose a performance in which the mystics-of the ancestral reverence, the satire of power, and of children's fantasies-can be found in artistic games of attraction and rejection, especially as a modulation of a radially inclusive religiosity: a Carnival religiosity of translating geography. However, what should interest us in what Williams captures is found in the extremes: the arrival and departure of Blanche in New Orleans. To bring this "streetcar" as an opening to compose the main line of the plot and bring it in the end to an ambulance to ward off the madness of the main character is to reissue the intermittence of the Carnival theater. Sexuality, family, power, economic crisis, and the exigencies of survival draw a progressively increasing tension. There is, therefore, nothing in the play that directly indicates a Carnival joy.
Mardi Gras
However, at the same time, paradoxically, everything is indeed an "allegory" of the fantasies that inspire these fragile relationships: from the visitor to the sister, to the brother-in-law, to his flirtation and fundamentally to Blanche herself, hence the dramatic and irreversible ending, which causes the fantasy to undo itself by sending her to a sanatorium. The phrase "Whoever you are... I have always depended on the kindness of strangers" denotes frustration over all attempts to erase the past and at the same time the paradoxical fragility of the powers of modernity. After all, the same loss can be experienced both by those dispossessed of assets and by the representatives of the aristocracy, through the fading of the most significant social and family ties. In general therefore, the image that is formed is of separate indigenous and black identities, rather than the transcendence of that difference. This may be due, in part, to a lack of historical data. It is clear that in some places, such as the Caribbean coast of Colombia and the northeast of Brazil, the But the triad works in a topological way: the underlying relations of power and hierarchy between nodes retain their structure through multiple and successive distortions of the terrain upon which they are mapped. Like a subway map, it does not matter that the surface on which the structure is inscribed has the shape of a circle or a square-it can still be read as a guide.
Unlike a subway map, the network connecting the three nodes is, in prin- 
Conclusions
The theatricality of the space with which we work in this landscape view of New
Orleans comes from our analytical vector conception adopted from the methodology of Patrice Pavis [18] . It turns out that as the multiform spaces of Indigenous, Mestizos and Afro-descendants gather in squares, ghettos, and events around the Carnival (as in the spectacles of A. L. Davis Park), a dynamic of resistance in the reinvented traditions, the same ones that translate the festive and ritual place into an effective patrimonial landscape with authenticity, is paradoxically close and far from the ironized kitsch of tourist brands and typifications. New Orleans's nickname, the Big Easy, demands the questioning in the structure of Figure 4 . It is an urban irony that this great generative space of artistic and musical movements, especially jazz, which have served as a mystical force of overcoming, also serves as a tourist hub, with more than 10 million visitors in 2016 and the restoration of the service chain. The tragedy of Hurricane Katrina, in 2005, initiated the most recent phase of this socio-demographic and cultural crush, expelling approximately 100 thousand inhabitants from the city [21] .
A decade and more later, however, the answer has been the uplifting of the same pillars of inequality, tensions, segregation and reinforcement of the French-European identity, pushing the old economy of exotic modernity [22] . Would it be possible, in the satirical and tragicomic structure of the theater space, to consider another "different" vector alignment-one less unequal-that the allegory of the "streetcar of desire" provides to this kind of city?
We do not have a solution as consistent as we would like, but the geographic approach that this cultural capital of "Louisiana" allows us provides clues to crossreference with other Carnival towns, with their dense and festive patrimonial landscapes, in other Latin American locales. Hence, New Orleans, in its theater of streetcars and voodoo, Krewes and "Indians"-sediments the three indispensable paths to the analysis of the theater space of creative translatinity: 1) A media-scientific vector in the extravagant technologies of the performative Carnival floats, as "exotic streetcars" of the parades.
2) A political-touristic vector in the fanciful satire of kings of revelry and endless personifications of anecdotal chaos, as "voodoo of ephemeral power".
3) A mythic-religious vector in the game of the eternal return of sacred-profane times and spaces, in which the past, represented by the old and the ancestors, and the future, represented by children, communicate the same messages in the poetry of rhythm and blues.
